of European descent" and the "native Christians." Bakker re ported in 1887 that marriages between educated Indonesians and Europeans had been taking place for several decades in the Minahasa. There was little difference between "Europeans" and "Natives" in dress, in first names, and in family names. One was never sure, therefore, "where the European ended and the Eurasian began."5 Van der Chijs made the same observation in 1867 about the Ambonese in the Moluccas.6 In Central Java and in the Principalities of Jogjakarta and Surakarta, relations between the various groups were somewhat closer than in the rest of Java. Similarly, relations were closer in the rural areas and small towns than in the cities. A contrast was pro vided by the situation in East Sumatra: there the rough and tumble life of the Dutch planters and the influence of British Malaya's example in race relations placed the Eurasians in low esteem.
General Characteristics
A colonial environment is notably inhospitable to cultural achievement, and both the Eurasians' peculiar position in colonial society and the scarcity of works dealing with Indies cultural affairs make it difficult to discuss the cultural life of this group adequately; however, some general comments may be made.
Close family ties were characteristic of the Eurasians, and few of them would forego the numerous get-togethers with their immediate or distant relatives. This bond was not due entirely to the noted Eurasian gastvrigheid (hospitality). Children called visitors who were not relatives oom (uncle) or tante (aunt). Paatge (daddy) was one's own father, but the term could also be attached to the last name of any respected person. Within the family, one's younger brother or sister was broertge or zusge ( "Oom Piet" rather than in a "European" hotel.
The Eurasians tended to have common favorite activities and to observe special celebrations. They deeply appreciated the tropical nights, moonlit rivers, and majestic mountains. The jacht (hunt)-described by the Eurasian writer Tjalie Robinson in somei sparkling stories-strongly appealed to the men. He pictures the Eurasian household on Sunday, when "Pa and his oldest son come home from snipe-shooting" and recount the events of the day, while Ha, daughter, and cook get down to work.8 Another particular interest of the Eurasian male, especially the lower-class one, was pentjak (or poekoelan), the Indonesian art of self-defence.9 1 0 Setting off fireworks was a special excite ment for Eurasian children in the weeks before New Year's Eve. The fathers ensured that this festival was celebrated in a way befitting a true Eurasian:
"Without considering costs: richly, royally, and exuberantly."110 Finally, there was the kite season in which many young (and old) males participated. The kites were not the dull Western kites but "fighting" kites, which searched for their prey with string which had been specially sharpened by running it through a concoction of kah (Chinese wood glue) and mashed glass.
Religion and Beliefs
The 1930 census indicated that the 170,000 persons of European status born in Indonesia were predominantly Christian; less than one per cent (0.8) were Muslim, and some of these may have been Indonesian women who were married to Europeans. Fifty per cent of the Europeans were listed as Protestant; Catholics were second with 36 per cent. About 6 per cent gave no church affiliation, while the religion of another 6 per cent was unknown.11 It is interesting to note in this connection The constant criticism of Indisch as "bad Dutch" drew some counter-fire from the Eurasians. One, writing in the IEV (Eurasian League) journal Onze Stem, urged well-to-do Eurasians to abandon their "false shame vis-a-vis the import-Dutch." He emphasized that the average Eurasian preferred his "own language," especially among friends, and asserted that, as a Eurasian's most intimate feelings were expressed in Indisch, they could be discovered by an outsider only if he had mastered that particular medium.29 V. W. Ch. Ploegman, the lawyer and fiery leader of the Surabaja branch of the IEV, was also a strong advocate of a "Netherlands Indies language": in his vision of the future, this tongue was to play an essential role in achieving "the homogenization of the different population groups in a Netherlands Indies cultural life."30 27. Robinson, Piekerans, II, p. 63.
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But the movement towards standard Dutch was irresistible. Knowledge of that form was an important element in the assign ment of prestige, and from a sociological viewpoint the use of Indisch constituted a class and group barrier. One often heard it claimed that "you can tell a Eurasian by the way he talks." Both job and school required mastery of the standard language, and increasingly it became a "social and psychological necessity"31 for persons of European status. On the other hand, their ability to speak Indisch perpetuated a special feeling of solidarity among the group of blijvers-those "Europeans" whose families made their homes permanently in the Indies-and among the Eurasians in particular.
Literary and Artistic Achievement
The Eurasians of Indonesia made few contributions to litera ture and art. This is not surprising, for their emancipation as a social group did not occur until early in the twentieth century. There was, moreover, neither an arts academy nor a conservatory in the Netherlands Indies, nor was there an oppor tunity to study literature at the university level. The Institute for the Javanese Language at Surakarta achieved brief fame under the eminent Eurasian scholar C. F. Winter in the 1830s, but it was abolished in 1843. Another Eurasian scholar, H. N. van der Tuuk, made an important contribution to the field of comparative linguistics in the latter part of the nineteenth century as a result of his determination to master the languages of Indonesia.32 But whatever contribution Eurasians made to other fields, they received little recognition from Dutchmen in Indonesia or the Netherlands. The few Eurasians who achieved fame did so after they left the colony and had come to partici pate in the cultural life of the Netherlands and Western Europe, where they were counted as Dutch artists and writers.
Although the number of literary works by Eurasians was small, some were of above average caliber and conveyed an authenticity and understanding of Indonesian conditions which was lacking in many works by "pure" Dutchmen. Krontjong music was played at home among friends and relatives or by small bands who roamed the streets at night. In either case, it created a sentimental tie among the Eurasians. One woman described her reaction to krontjong in the following words:
Listening to krontjong music makes us simultaneously sad and glad. We let our thoughts and fantasy wan der as on wings with the rhythm of the music. We love to hear it when the moon comes up. The sweet words of its sentimental melody tell a story of a boy and a girl in love. When we hear it our blood begins to flow quicker. ...3 9 37. W. G. Gilbert In the twentieth century, regard for krontjong declined owing to increasing economic differentiation within the Eurasian group, a growing Eurasian attempt to identify with Dutch culture, and the new popularity of jazz. When, moreover, krontjong began to be played more and more by Indonesians and Chinese, it found itself relegated to the status of "low class Eurasian" or "Indonesian" music. One author, writing in 1930, observed that krontjong was slowly disappearing among the Eurasians, who out of "false pride" no longer "play it publicly."1 *1
The Komedie Stambul. The origin and early development of another Eurasian cultural contribution, the Komedie Stambul or East Indian Opera, is connected largely with one person, A. Mahieu.1 *2 As a high school student in the late nineteenth century, he read and was inspired by the plays of Corneille, Racine, and Moliere. He decided that a new art form could be developed by combining the talents of East and West in a "har monious whole," understandable to all groups in Indonesia; and it also seemed obvious to him that the linguistic medium of expression should be Malay.
Thrilled by these ideas, Mahieu quit school and began to read widely about dramatic art. He acquired a (second-hand) copy of Duizend en Een Naoht [The Arabian Nights], Knowing the Indonesian fondness for fairy-tales and fantasy, he adapted some of these stories as plays; and, since music was popular, he decided that his actors and actresses would have to sing at times. He himself mastered the guitar, violin, and flute. When Mahieu was ready with his plans (about 1892) he borrowed the requisite funds, had a bamboo playhouse built, acquired musical instruments, and personally trained eleven Eurasian paupers. The costumes of his performers were "Oriental," and their head dress was the Egyptian fez. The orchestra, stage, and d&cor followed Western style. The orchestra's music was not specially composed for each play but consisted of dance music and popular krontjong songs. The lyrics and the dialogue were ad libbed. Mahieu named his "opera" the Komedie Stambul^ after Istanbul.
The first plays offered by Mahieu's group were Ali Baba and Aladdin. He subsequently expanded his repertoire with shows based upon fairy-tales from the West, such as Snow White and Sleeping Beauty. The performances, begun in Surabaja, were an immediate success and captivated audiences there. It was the first time in Indonesia's colonial history that Eurasians, Indonesians, and Chinese had seen a cultural expression of this kind which they all enjoyed. Mahieu subsequently repeated his successes throughout Java, and his group even visited towns in Sumatra, Celebes, and the Moluccas. He trained several good actors and actresses, and some of these later started their own troupes. Originally, the Stambul relied almost exclusively on Eurasian players, but soon Indonesians and Chinese also began to be used; and by 1919 it was reported that many of the travel ling bands (known as bangsawan) consisted entirely of Indonesians.It3 0. Knapp, who was a well-known Eurasian music critic at the turn of the century, argued that many of the Stambul per formances could be severely criticized by European standards: the singing was "sticky and slurred," and some of the acting was poor. He added, however, that there was beauty in the tender movements of the girls, the smooth movements of the young men, the colorful Eastern costumes, the flowery language, the symbolism of some of the shows, and the simplicity of their resources. Mahieu's contribution as a Eurasian, he concluded, was his ability to fascinate people of diverse ethnic groups, for whom his plays opened a little window to the West. I * With increasing Europeanization these aspects were relegated to the background, but since the Eurasians were not completely accepted into Dutch colonial society, and their schooling was also not adapted to the local culture, they experienced some of the disorientation to which Western-educated Indonesians were subjected, and continued to be conscious of themselves as a people apart.
